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Bloom (Marguerite)
by Anna Ray
2012

Machine and hand stitch, cotton, 
wadding, plywood
100cm diameter

PhotoTodd-White

‘Bloom (Marguerite)’ is inspired by the 
centre of a flower.  It is in part a 
homage to the tapestry ‘Hill for my 
friend’ made by Maureen Hodge in 
1976 which features a mound of daisies.
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ANNA RAY

Where are you based?
Based in Rickmansworth, Hertfordshire.  I 
have always worked from home. My 
studio today is in my house in Hertford-
shire and faces north so the light is 
perfect and even. It is a space where I feel 
calm and able to think.  But most of all it 
is convenient. I can work all hours - 
often making things late into the evening 
when the day is over, or keeping an eye 
on the children in the garden.  As I usually 
work on more than one piece at a time 
it is essential to have a space where I can 
leave things to be picked up and put down 
when it suits me. With a dedicated space 
and clear white walls I can build up 
surfaces and leave them for 
consideration or development and the 
floor space is used to stack collections 
of constantly changing found and made 
objects. Installing and photographing this 
work in progress is an important part of 
making for me.  

The garden is just outside the studio and 
has become very influential in recent 
years. I drift outside to observe, then find 
myself tending to the plants, cutting back, 
dead-heading flowers before going back 
into the studio to work with other 
materials. The imagery of the studio and 
the garden inevitably blend. In a garden 
one has to take quite dramatic steps to 
tame plants. The physical, transformative 
process of gardening is very close to the 
constructive and deconstructive aspects 
of producing my work: making and break-
ing, repositioning, letting things go wild, 
wrestling entanglements. I find both 
processes instinctive and challenging and 
the results are always surprising.
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What is your definition / the 
definition you prefer of craft?
I define myself as an artist and have 
exhibited in fine art and applied art 
contexts, although I do realise that it is 
useful to distinguish myself as a textile 
artist. My training was in Fine Art 
Tapestry and so my attitude is that 
concept and making go hand in hand. I 
find inspiration from fine art and craft 
objects, ornament, pattern and 
extraordinary motifs. I love to look at 
antiques and visit museum collections to 
study objects, particularly primitive and 
tribal objects. Natural History is another 
major influence on my practice. I see 
making as a natural, animal activity, some-
thing that is essential to life.
I’m not sure that I can define craft easily, 
as for me it stands for so many different 
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techniques and processes. But in simple 
terms, crafting a surface or an object with 
your hands is a way of expressing some-
thing human, poetic and personal through 
materials alone.

How does craft relate to your 
practice as an artist?
I have always been fascinated by craft 
techniques particularly embroidery, lace-
work, quilting, tapestry, beadwork, 
jewellery and ceramics. I am excited by 
the challenge of manipulating simple 
materials with basic tools in order to 
construct complex surfaces and forms. 
The endeavour of making provides me 
with the space to contemplate and 
discover. I tend to work intuitively, making 
samples and test pieces that I later select 
from in order to make larger scale or 
more complex works. Hand made objects, 
both from museums and those more 
humble, like my grandmother’s hand 
embroidered tablecloths never cease to 
inspire me, and I am constantly 
absorbing imagery and structural ideas 
from the things that I find around me. 
Over time, as I make, my subconscious 
recalls these textures, motifs and visuals 
and they become part of my work.

How did you acquire the skills 
required for your practice?
My training and experience at Edinburgh 
College of Art in the Tapestry 
Department introduced me to many 
different techniques; feltmaking, tapestry, 
mixed media and installation, which have 
formed the basis of my practice as an 
artist. During this period I began 
developing my own techniques with silk 
hand embroidery, machine stitch, 
photography, digital imaging, animation and 
video editing.  All of these processes are 
still present in my work today.
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Giuseppe

Machine and hand stitch, gouache on 
cotton, silk, plywood, 2011

Collection Arte&Arte 
Photo Todd-White

How did this prepare you for your 
practice?
My strengths lie in my ability to move 
between disciplines and different media. I 
am able to invent with all sorts of 
materials with my hands and simple 
tools.  My weakness is my inexperience 
with machinery other than a computer, 
camera and sewing machine. I have a 
great admiration and envy of fellow 
artists who are sculptors and ceramic 
artists, skilled in the techniques of casting 
metal, glazing and firing clay. I would love 
an opportunity to produce ‘hard’ objects, 
however I am aware that the flexible, 
soft nature of my work is a huge part of 
its appeal.
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Thoughts on the future of your area 
of practice?
Despite the continued interest in textiles 
in our culture, it concerns me deeply that 
if I was an art student now I couldn’t have 
the same education as I did twenty years 
ago. I am not a traditionalist and I have 
always worked with mixed media - 
blurring the boundaries of fine art and 
craft, the digital and non-digital - but it 
does sadden me that cuts to arts 
education, space, facilities and technical 
staff have meant that art courses have 
become more homogenised and non-
specialist for all of the wrong reasons. This 
is of particular concern for women like 
myself who are interested in the niche 
of fine art textiles. We have to protect 
this field: champion, promote and fund 
those who are innovating and pushing the 
boundaries.  After all, these are the artists 
who (given the right context and 
opportunity) will be able to teach this and 
the next generation. 

3 key opportunities you have 
experienced in your career?
1 - Being accepted to study Tapestry 
(School of Drawing and Painting) at 
Edinburgh College of Art.
2 - Exhibiting my piece KNOT in the altar 
space of a Romanesque church in Como, 
Italy, beneath the crumbling frescos.
3 - A series of purchases and commissions 
for a UK law firm.

What does the work of Maureen 
Hodge mean to you?
My friendship with Maureen Hodge has 
been one of the most important of my life. 
She has always supported me profession-
ally, but her guidance to me as a maker 
has been the most significant. She under-
stands my quirky vision and always finds 
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‘The Garden of Love (after William Blake)’ 
Silk velvet, wire, 2013 
Collection Wragge Lawrence Graham & 
Co; Photo Todd-White

the time to give me an honest opinion. It 
is so important for me to have someone 
that I trust to bounce ideas off. She sees 
the potential in the most bizarre of my 
experiments and has an immense 
capacity to imagine how work might be 
realised and developed from my 
perspective, without dominating or 
transforming my ideas to fit her own 
aesthetic preferences. She encourages 
me to take risks in my work and to push 
ambitious ideas. Maureen seems to take 
great pleasure in inventing and dreaming 
visually and this makes her a great 
mentor. She is a phenomenal 
communicator with a wonderful 
personal vision. Her artworks move me 
emotionally and visually and I never tire 
of looking at the surfaces that she 
creates. Her tapestry ‘Hill for my Friend’ 
is deeply touching and life-affirming, I 
gasped with excitement when I first saw 
it and it remains one of my favourite 
works of art.

Download this booklet free from 
http://www.fcac.co.uk/event/craft-generation/
Text © the artists;  images © as credited
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Intérieur
Digital photographs on paper, 2012
Photo Anna Ray

Knot
Machine and hand stitch, cotton, wadding, 
2007 
Edinburgh Visual Arts and Crafts Award
Collection Wragge Lawrence Graham & 
Co;  photo Anna Pettigrew






